While the purpose of this essay is to speculate on some of the cultural references, reverberations, and oblique connections suggested by the late twentieth-century and early twenty-first-century hip-hop street fashion, it is not intended to offer definitive answers.' Instead, I posit a series of possible scenarios that theoretically attempt to link the development of hip-hop fashion to African-diasporic resistance. This essay is meant to form a background for further discussion and speculation on a current cultural practice. This, I believe, marks an evolution from a definition of space through ephemeral elements such as music and dance into the development of a conception of personal/cultural space that is based on the material practices of clothing and architecture.2 Most importantly, I want to situate the eruption of hip-hop fashion beyond Black culture within the context of a longer tradition of sartorial flamboyance born out of material and political stresses. ' Women's hip-hop fashion will not be the focus of this essay because of its overwhelming complexity. This is a discussion that requires its own space.
Clothing is considered to be the first shelter of the body; it is a shallow physical space.
Resistance
It would be useful, if not too general, to argue that there exists-within the U.S. and abroad-an overarching African-diasporic sensibility that could help explain the complexity of the creative processes that hip-hop manifests in manners of dress, modes of dance, and music. What I will argue, however, is that hip-hop is a non-Western aesthetic. Its affinities syncopate with other forms of Black creative resistance including Jamaican sound systems, Puerto Rican and Dominican sonero styles, inner city resourcefulness, and Afro-Caribbean-Brazilian movement forms such as capoeira and mani.
Turning from the spatial plane to the temporal, one sees a periodic resurfacing of multiple but consistent themes of "Africanisms." Contemporary hip-hop fashion is one of these controversial yet sustained eruptions. It makes explicit the tensions between generations within the African-American community. It reveals the interface of capitalist consumerism with cultural self-identity movements and the struggle for self-expression. Hip-hop is an identity statement that simultaneously articulates a resistance to a deep-seated mental colonization and a Utopian re-imagining of the possibilities of resistant identities.
Clothing is both representational and material, offering the promise of more substantive articulations of personal and cultural identities in space. Hip-hop culture has not only broken from traditional Eurocentric notions of individual space; it has formalized this rupture into what could be considered an elementary architecture. The logic is quite clear: skin for African Americans-and by extension clothinghas historically been both a mark of oppression and a site of resistance, the bedrock upon which a dislocated people, lacking other institutionalized social space, may construct a home. Many find hip-hop's appeal in the fact that it symbolizes resistance. Even those who are not part of an African-diasporic experience can inhabit through hip-hop fashion the many characteristics that dominant white culture attributes to Black resistance, including hyper-masculinity, "gangsta-ness," danger, mystique, urbanity, physicality, and street credibility. One can, in other words, wear the skin of resistance without paying the price. 3 In the U.S., this mainstream appropriation of hip-hop fashion has occurred largely amongst middle-class adolescents, most of whom are white and who wear the hiphop "skin" only as an expression of generational dissidence.
Most of them will probably grow out of this socially accepted demonstration of rebellion, and later see their flirtation with blackness and hip-hop culture as a passing phase. However, as a living process of creative resistance rooted in Black diasporic experience, hip-hop is no passing phase. Furthermore, alongside creative and resistant Utopian possibilities, hip-hop also functions to transmit white-centered American global culture and capital far beyond its boundaries.
Three origin stories"
It has been established that hip-hop music and dance are linked to West African and African-diasporic traditions.
It is not unreasonable to postulate that hip-hop clothing may share similar origins. Within the tradition of West African clothing, large pieces of untailored rectangular fabric are put to multiple uses as pants, tunics, and head wraps. For pants, large swaths of fabric, which sometimes reach the length of seven feet, are gathered together causing a sagging appearance in the mid-section of the silhouette.^The West-African shirt is described as a large piece of cloth or small strips of fabric sewn together to become a whole with openings for the head and the arms to pass through. This traditional type of clothing is still worn in some parts of Western Africa (Frontispiece, Figure 2 ). The following quote is the description of a Senegalese male dress from 1686: r/ie apparel of tlie prime men is a sort of sh/rt, or frock of striped cotton of several colors: such as yellow, blue, white, black... Some of these are plaited about the neck, others plain, having only a hole, or slit for the head to pass through, and reach from and is very inconvenient, as much obstructing the motion of the legs, because of the wideness and the thickness of the cloth it is made of.Ô ne attribute of male hip-hop fashion that serves as a connection to resurfaced African aesthetic sensibilities can be found in its silhouette. The male hip-hop silhouette sets itself apart from contemporary American clothing trends by means of its loose-fitting contour and its preference for baggy as opposed to form-fitting garments ( Fig. 3 ). Oversized jerseys and extra baggy pants that taper slightly and gather down around the ankles are the main-stay of the fashion. Î That is, without facing the circumstances that necessitated the resistance in the first place.
' Although foundation myths can be distracting, the following accounts are meant to offer a background against which the hip-hop silhouette can be investigated.
"The 'silhouette' is the term used by the clothing industry to describe the cut or shape of a suit. . . the shape of a garment sets the tone of a person's appearance. . The fabric and details, which may add to a suit's attractiveness, and even the fit should be of secondary concern, since it is the silhouette that actually determines the longevity of the garment " Alan J Flusser, Style 
Rujf
It is difficult to make a definitive connection to clothing traditions of West Africa at this time, given the processes that have led to, what Orlando Patterson calls, "natal alienation" and exile from the African continent. The erasure of history through slavery. Western colonization of the African continent, and cultural genocide have left the Black diasporic identity with vast silences and unreadable historical gaps. Hip-hop clothing speaks a formal language that attempts to bridge some of those gaps and silences by means of a patchwork process that operates across discrepant historical spaces.
Another possible parallel evolution, one that draws rather from an American source, is the "sack suit." The draping semi-bell shape appearance of the male hiphop clothing can be seen as an exaggerated alteration of the sack suit silhouette, which is arguably one of the major types of contemporary western men's fashion.Ĉ haracteristic of this silhouette is a shapeless rectangular form with a non-darted torso and narrow unpadded shoulders:
[The sack suit] hides the shape of its wearer and takes away any sense of individuality The reason it has managed to exist successfully for such a long period of time is simply that it appeals to the common denominator Since it is so anonymous, it offends no one, enabling the wearer to walk into any environment and be acceptably attired.T he hip-hop silhouette both literally and figuratively expands on this image by having the appearance of one-size-fits-all. A men's fashion style that appears to bridge the West African silhouette and the American Sack Suit is the "Zoot suit," a highly stylized formal suit, with large baggy pants and a long overcoat, which is said to have African-diasporic " Ibid. It is important to note that this is one of few instances in Amencan history during which Chicano peoples chose to identify with African-diasporic peoples. ability to make the best of whatever is available. Children and adults alike commonly wear "hand-medown" clothing, which does not quite fit properly. In this situation, it is preferable for an article of clothing to be slightly too large than to be slightly too small. One can also observe the practice of wearing oversized clothing in institutions where uniforms are required. The disproportionate number of African-diasporic peoples incarcerated during their lifetime thus offers a possible referent for hip-hop. In many jail systems, the issuance of clothing has been standardized for years with the result that inmates are provided with oversized clothing and no belts to keep their pants up. It is possible to imagine these men integrating mannerisms and values cultivated in prison into life outside of prison after their release." All of these factors may have played a part in the development and the perpetuation of male hip-hop fashion; but then again, it is possible that other factors were more influential. Hip-hop, after all, could just be a fad^O f the possible scenarios presented here, the socio-economic status of blacli people and the "institutional connection " clearly have the most contemporary impact. 75 whose time has come. Perhaps, instead of going away, it will continue to evolve and transform itself like many before it: spirituals, gospel, blues, jazz, rock-n-roll, soul, funk, soul food, and "ebonies."
Elements of hip-hop fashion
It is hard to identify a pattern as to how the elements of hip-hop fashion are chosen.
Football jerseys and sneakers, as well as hockey jerseys, are the staple element of this style. The color composition and the logos on the clothing communicate territorial and social affiliations. The components of this fashion, much like hiphop music, are a "sampling" from a pluralistic reservoir, from many diverse sources traversing the terrains of high fashion, working/industrial clothing, sports gear, and so on. 12
If one item of clothing had to be selected as being foundational within men's hip-hop fashion, it would probably be the trademark baggy and sagging jeans. Jeans were originally workers' clothing, but they have gradually become a staple in contemporary mainstream fashion for both men and women. Hip-hop fashioners are possibly one of the first to extend this typology into baggy and extra baggy jeans. Baggy is an adjective related more to a manner of carrying the pants and less to a style of cut.'3 jhjs stylized manner of wearing pants is very important as an example of hip-hop fashion's ability to transform the wearer's experience in space.
Analyzing the wearing of baggy pants, we see an alteration in body movement, an adaptation of devices such as belts and ropes, and a system of overlapping and layering materials. It is important for the pants to drape from the body to the point of nearly falling down.
Because the fabric gathers between the legs and the censure of the pants, a person's walking pattern changes, enhancing the syncopation in movement.
Each person has to individually develop and negotiate their own style of walking and keeping their pants up while maintaining the appearance of effortless motion. i" Another consequence of the "low riding" of the pants is '^A fundamental pnnciple of hip-hop is sampling and absorption.
'^T he style of cut is something that manufacturers use for marketing purposes. In hip-hop fashion, for example, it is desirable lo wear a pair of pants with a size 44" waist, even though the person might have a 32 " waist.
Some people go so far as to develop special tie systems under their clothing. that the wearer's underwear is exposed, underneath the tunic-like tops. This requires the person to wear colorful, attractive, and sensual underwear for the purpose of providing voyeuristic moments to others. Work boots, another element of hip-hop clothing, are a remnant from the industrial working class. In milder climates or in the spring and summer, basketball sneakers coexist with boots. Often times, shoes are worn with untied laces so that the heels can be dragged upon the ground, adding an auditory effect to the rhythm of the walk. Their weighty appearance pays homage to the reality of gravity and groundedness. However, immediately behind this expression of reality exists the notion of "lightness" and being free and unbounded within space.
Regardless of what type-jersey, button-down shirt, winter "Bomber" jacket, or "hoodie"-tops have to be oversized and loose-fitting in order to provide space to move. This adds to an appearance of increased body mass. There exists a preference for flaring at the base of the garment, as opposed to a tapered, tucked-in, or straight hang from the shoulders, giving the silhouette a I bell shape. Thus, these three primary components of clothing (shirt, pants and boots) work together to enhance the effect that gravity has upon the body.
Everything appears to become weighted down at the lower portions of the body. The appearance of a slow, fluid, and rhythmic motion often contrasts with the actual attributes of the body beneath the clothes.
Hip-hop headgear consists of a series of artifacts that are quite particular to African-influenced hairstyling.
The "doo rag" a cloth that has conventionally been worn at night to style the hair has finally found the light of day within hip-hop fashion. Worn like an Islamic turban, it furthers the image of hip-hop's African origin. A variety of hats are worn, and the only common characteristic of these various hats is that they sit on the head at an angle often displaying some kind of logo (Fig. 4) . Logos on hip-hop clothing can be indicators of many things: advertisement, political statements, material wealth, or territorial signification. All these symbols reinforce the use of clothing as a site of socio-spatial projection.^T he logo claims space through complex and convoluted Ri,jf social relationships alluding to the wearer's economic prowess, place of origin, or affiliations, informing all who care to read the signs. There also exist within the world of men's hip-hop fashion many other accessories. One example is the use of heavy jewelry, which supports allusions to heaviness and massiveness as well as material wealth and power. Adorning the body, jewelry may include large necklaces, earrings, bracelets, rings, and anklets as well as gold and platinum-covered teeth.
With regional variations on common themes, such accessories play an important part in the makeup of the hip-hop mystique and enhance connections to the African continent.
Head Wrap
This list of elements found within men's hip-hop fashion is far from complete; in fact, this account only begins to scratch the surface of the origins, content, and implications of each component. The main objective of this essay has been to present hip-hop fashion as a cultural practice that does not conform to preconceived western notions of fashion, that is fashion understood as coming from high culture down. Instead, it may be said that hiphop fashion "just grew" within the mass of African-diasporic experience. 16 Hip-hop culture thus continues a tradition of resistance to cultural erasure. It is my hope that that through speculations such as this essay, African-diasporic cultures may be able to construct more substantive "homes" for themselves. This is why it is important to study, contemplate an understand the creative processes of these cultures in the past, present, and future. That may be too much to ask from something like hip-hop fashion; nevertheless it a small, albeit significant, step in a process of cultural rebuilding.^A s such, logos are similar to kente, clothes thai are worn in Ghana and other West African countries and that communicate social status, clan, family affiliations, and proverbs, 1^" Just grew" is an Anglocized version of "jus' grew," a temi used by Ishmael Reed in his novel Mumtm Jumbo. I use it in this essay to explain the pluralistic origins of many Afncan-diasporic cultural developments. Like jazz music, hip-hop fashion can-r\ot be linked to only one specific person or source, but it is the result of many factors working in similar but varied ways. Ishmael Reed, Mumbo Jumbo (New York; Doubleday. 1972),
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